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. TPETbAKOBCKASA M'AJIEPEA

Haranna BoiickyHckas

®OHAO «FPAHN» MPEOCTABNAET

Ho npodyman pacnopsdok deiicmeui,
U neomepamum koney nymu.
Bopuc [MacrepHak

PaccrpessinHoe BO3posKieHue

BricTtaBka «bopuc Kocapes: xappkoBckuit MogepHu3M 1915—1931» B YkpanHCckoM My3ee
B Hplo-Mopke pacckasbiBaeT o cynpbe XapbKOBCKOTO MOIEPHHU3MA Yepe3 MPU3MY XKU3HH
1 TBOPUYECTBA OJHOIO M3 HauboJjee SIPKUX ero npeacTaBuTeNcii, a 0003HaYeHHbIE AaThl —
KaK Ha MOTWJIbHOMH IIJIUTE — OTPaKaloT KOPOTKUM MEPHOJ CTAHOBJIECHMS U pa3BUTUSI CAMOTO

MOJIepHM3Ma B XapbKOBE.

Tak, MECTO NEHCTBUSI — CTOJIHIA

Yxpaunckoit CoBerckoii Cormanm-
ctrieckoit pecryonuku (¢ 1919 mo 1934
TOJT), IIEHTP HE TOJIBKO MOJIUTUIECKOIA, HO
U KyJbTYPHOU KMU3HU, B KOTOPOU Oyp-
HO, KaK CUPEHb IT0 BeCHE, PaclIBesl MOJIeP-
HU3M — QYTypU3M, KOHCTPYKTUBU3M, Ky-
Ou3M, TPUMUTHUBU3M, TIPUYEM pacCIBE]T
cpa3y BO BCex kaHpax, BKJIIouast u3o0pa-
3UTETbHOE U IPUKITATHOE UCKYCCTBO, JIN-
TepaTypy, TeaTp, KWHO, OPTAaHU3AIINIO Mac-
COBBIX TIpa3nHecTB... Hemomor okasaics
«30JI0TOM BEK» MOJIEpPHU3Ma, CMEHUBIIIN -
csg B 1930-e romsl KeCTOKMMU peripec-
CUSIMU U PAcTIPaBOii HaJI TBOPUECKOI WH-
TeJUTUTEHIINEN, yIIeTeBIne peacTaBuTe-
JIV KOTOPOH TT03Ke HA30BYT 3TOT IEPUOT
«pacCTPENISTHHBIM BO3poXXIeHueM». Turta-
HBI XapbKOBCKOTO PeHeccanca wim Obutn
OTMpaBJIeHBI TyJa, OTKYya HET BO3Bpara,
WJTV 33/TaBUJTH B ce0e TBOPUYECKHE TIOPBIBI
U CMUPUJTUCH C BBI30BAMU TOTO BPEMEHU
(10O — B Xy[I0XKECTBEHHOM TUIaHe — 0e3-
BpeMeHbsI), KoTopoe HacTymio. Hacry-
IO HA HUX TSDKEJTBIM CaTlOTOM.

Nwms bopuca Kocapesa no 6osbliieit
4acTU OTCYTCTBYET B MEPEUHSIX HauboJee
3aMETHBIX aBAaHTAPANCTOB BCEX MacTell 1
Jlake B YITOMWHAHUSIX O HUX, HECMOTPSI Ha
TO, UYTO €ro He3aypsIHBIN TaJaHT TIPO-
SIBUJICSI I B KUBOTIUCH, U B Tpadpuke, U B
KHIDKHOW WITIOCTpaluu, U B dhoTorpa-
¢uu, u Ha Teatpe. Cam KocapeB Hemaso
CIeJTaJ ISl TOTO, YTOOBI «BBITIACTH» U3 TTe-
pEYHEN U «yWTHU B TYCTYIO T€Hb», B OTHO-
cuTebHO Oe3omacHoe Mmecto. Bor urto
nuieT o peHoMeHe «oTcyTcTBus Koca-
peBa» KypaTop HbIO-HOPKCKOW BBICTABKI
MupocnaBa Mynpak: « dumepsvio ¢ bopu-
com Kocapesbim — 00HO U3 camuix 3anomu-
Harouuxcs 6 moeii Jcuznu. 5 ecmpemunace
¢ Hum pauteli ecroli 1978 eoda, umobbt
Y3HAmMb noboabue 0 e2o copamuuke, opyee
u Konneee no yexy — npocaaeaeHHomM KOH-
cmpykmueucme Bacune Epmunoge. K momy

epemenu 6 cmpane Cosemog o Hem yice 6bia0
MHOJICECME0 nYOAUKAYUl, U 5 noAdeand, 4mo
mema becedvl oKaxicemes 6noaHe bezonac-
Holl. U deiicmeumenvro, Kocapeé oxomuo
deauncsi BOCHOMUHAHUAMU O c8oem dpyee, O
bypasuiels XyooxicecmeeHHoU Heu3Hu Xapb-
Koga 1910-x u 1920-x eodos. <...> Kak s u
oxcudana, Kocapeeé 3amknyncs, koeda s no-
npocuna ezo pacckazams o cebe. <...> Mou
enevamuenusi 0 Hem caedyloujue: mhe doge-
210Cb NOOOWAMBCA ¢ AUMHOCTBIO 0€3)CA08HO
ManaHmaueoli, 6epHoli cgoemy npeoHasHave-
HUI0, HO KOHmMpoaupyroueli ce0s 6 C60UX 8bl-
CKA3bI8aAHUAX U Oelicmausnx». AHaJIOTHIHOE
noBeneHue bopuca BacuibeBrya onmchi-
BaeT u Osnbra KpacuibHukoBa (OHa UH-
TepBbloupoBana Kocapesa B 1984 romy):
«“O moem meopuecmee nucamv He HAOO.
Hanuwume o epemenu, a e 060 mne. 5 un-
mepecen mem, umo ycua 6 mo eépems’”. bo-
puc BacuibeBud 100aBSIET «OXATYHCTa»,
HO 3TO CJIOBO B yCTaX CTapeiIero HeIHE
YKPaMHCKOTO TeaTpaJbHOTO XyIOXKHUKA
3BYYUT BJIACTHO U TPeOOBATEIbHO, HE KaK
npocwoa».

be3 comHeHus1, KIo4eBoil hurypoii
YKpPaHCKOTO aBaHTapja I1o IpaBy CUuTa-
ercd Bacunuii (Bacunp) Epmuinos (cMm. B
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TOM Yucie: XypHai « T peThsSIKOBCKasi Tajie-
pesi», Ne 3, 2007). [NapannensHo Xymoxe-
CTBEHHOMY pa3BMBAJICS aBaHTap/I JINTEPa-
TYPHBII, U Ha €r0 HEOOCBO/IE TAKXKE CUSIIIA
3BE3IbI, IIPUYEM 3BE3/bl IIEPBOM BEJIU-
YMHBI, CO3/IaBIINE aCCOLIMALIMIO ITAH(YTY-
PUCTOB: B TPaAULIUIX TOTO BpEMEHHM OHA
Oblla IIEpBOHAYAJIBHO Ha3BaHa <«AclaH-
Gy1». 111 XapaKTe pUCTUKH TeATPAIILHOTO
aBaHrapza o0paTuMCsI K M3BECTHOMY CIIe-
uuranucty npodeccopy KanndbopHuiicko-
ro yHusepcuteta [IxxoHy boynry (cratbs
«[lepenytbe» B XypHaie «Haiiie Haceaue»,
Ne 82, 2007). «...Ocobo 6axcnoe 3navenue
0415 pazeumus uckyccmea aganeapoa 6 Xapo-
K06e umena, — TIAIIET aBTOP, — yeads cepust
meampanbHbIX ROCMAHOBOK MAKUX PeHCUC-
cepos, kak Huxonait @opeeeep, Jlecv Kyp-
6ac, Camyun Mapeoaun, ¢ yuacmuem npu-
2AAUEHHbIX UMU XYOoXcHUK08. B 1926 200y
Jlecy Kypbac 6 nouckax 6onee nooxodsujeii
00Ccmano8Ku 0151 Xy0odicecmeeHHoe0 dKcne-
pumenma nepesea cgoii meamp «bepesunv»
u3 Kuesa 6 Xapvkos. <...> Cmoauunbiii Xapb-
K06 ObL1 yeHmpom Accoyuayuu co8pemMeHHbIX
VKPAUHCKUX XYO00XCHUKO8, U Mam @nepevie
U30aHblL 3HAK0Bble MOHOPADUU: POCKOUHDbLIL
anvoom B. Xmypoeo «Anamonuii Ilempuy-
xuil. Teampanvrviii cmpoii» (1929) u P. Ky-
menosa «Hoevie meuenus 6 wcusonucu»
(1931)». Bo B3arom O. KpacmibHUKOBOM
MHTEPBBIO 00 3T0M BeriomuHai u Kocapes:
«..Xapvroe 1920-x 000 — 3mo Ovlowas
uepe3 Kpail meampanvhas sucusnb. OmKpoi-
sanucy Hogvle meampol. Cnekmaxau conpo-
60JCOaNUCL OECKOMNPOMUCCHBIMU OUCKYC-
cusimu. O npemvepax nucanu He MeHvule, yem
0 nycke Xapvkoseckoeo mpaxmopHozo. Cmpo-
umv 3a600 Npuxoousl 0emoOUIU308aHHbIE
KpacHoapmetiyvl, Kpecmosue U3 enyxux de-
peBeHb — Haul NOMEeHUUANbHbII 3pUmens.
Hado 6vi10 u pacckazamo npasdy o deticm-
BUMENbHOCMU, U Y6AeHb APKUM 3DeNULeM.
Ho enauane nado 6wi10 0obumocsi, umooot
3pument K Ham HOuen...»
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DTa 11eTb TOCTUTaTach HOBAaTOPCKU-
MU U CMEJTBIMU CLUEHWYECKUMU Dellie-
HusiMmu. [1o MHEHUIO aBTOpa CTaThM B Ka-
Tajore K Hbl0-MOPKCKO BbIcTaBKe «TeaTp
bopuca Kocapea» Banentunbsl Yeuuk,
«MOJICHO € YBEPEHHOCMbIO CKA3amb, 4Mo
bopuc Kocapes napsdy ¢ Anamonuem [lem-
puurum u Baoumom Mennrepom cmosin y uc-
MOK08 YKPAUHCKOU WKO0AbL MeampanbHo-0e-
KopamueHoeo uckyccmea. Eeo ums ceéazano
¢ NepeviMU NONLIMKAMU A8AH2APOHBIX Clje-
Hoepaghuueckux peuienuil, u He 6ydem npe-
yeeauueHuem cKazamo, 4mo cO8MeCmHble
meampanshuie npoexmot Kocapesa u Baaou-
mupa bobpuyroeo (1898, Xapvkos — 1986,
Hyio-Hopk,), evinoanennvie 6 1917—1919 .,
cmanu npoaocom 6ypHo2o 83nema YKpauH-
CK020 aganeapoa Ha meampanvhbiX Noo-
mocmrax Xapvrosa ¢ 1920-e 200b1» (a propos,
coxpaHuJics rpadudeckuii moptpet B. bo-
opuukoro 1921 roga paboter Kocapesa).
Kazanock, nmeHHO oopmiisist TeaTpaiib-
Hble TTocTaHOBKU, KocapeB Mor OBITH OfT-
HOBPEMEHHO KyOO(hyTypUCTOM, KOHCTPYK-
TUBUCTOM, CYIIPEMATHCTOM, PEaJTMCTOM,
POMaHTUKOM, 8 MOXKET CTaThCsl, MaXe K-
JIEKTUKOM WM TIocTMoaepHucToM. Kax
XyITOXHUK TeaTpa U KHO OH CO3/1aBaJI 3C-
KU3BI TPUMa, KOCTIOMOB M 3aHaBECOB KO
MHOTUM TeaTpabHbIM TTOCTaHOBKaM. [le-
peueHp pabotr KocapeBa B Teatpe (co-
BMECTHBIX ¢ BOOPULIKMM U caMOCTOSITE b~
HBIX) Ype3BbIUAITHO BEJINK, TO3TOMY Ha30-
BEM JIUIITh HEKOTOPBIe U3 HUX. D10 «CHOBa
Ha 3emute» 1o Tibece C.-2K. ne Byanbe «Ko-
poib 6e3 BeHma» (1917); «bpanm» I'. 16-
ceHa (coBMmecTHO ¢ B. Boopuikum, 1918);
«Cobaka cagoBHuKa» Jlome me Bera (co-
BMecTHO ¢ B. Boopuiikum, 1919); «Csep-
yok Ha meun» 1o Y. Juxkency (1920);
«Cyra nByx rocrion» K. F'onmbroHu u «Anm-
Hyp (3B€3aHbIif ManbunK)» 1o O. Yaiib-

my (1922); «®ayct B ropoze» A. JlyHauap-
ckoro (1923); «Xyb6eane» Puyapma [ToGe-
nuMckoro (1924); «Manmar» H. Dpamana
(1925); «Mapxko B iexite» U. Kouepru; «3a
nByMs 3aiiiiamu» M. Crapuikoro (1928)...
B 1929 romy Kocapes co3zmnaet acku3 3Ha-
meHu ['ocynapctBeHHOTO YepBOHO3aBOI -
CKOTO TeaTpa: KpacCHOMY 3aBOIy — Kpac-
Hoe 3Hamsl. CorylacHO KOHIIETIIINY Kypa-
TOpa, HbIO-IOPKCKast BhICTaBKa 0OPHIBa-
erca 1931 romoM; mpuW 3TOM HEJb3d HE
OTMETUTH, uTo Kocapes npomoskain pado-
TaTh clieHoTpadoM B TeUeHUE ellle He-
CKOJIBKO [IeCSITUIICTUI, TIpUIeM SIPKO,
WHTEPECHO M CTOJIb YCIEIIHO, 4To B 1947
romy oH oy CTaJTMHCKYIO TIPEMUIO 32
odopmieHue criekTakis «fApocias Myn-
poiii» Y. Kouepru (1946) B XapbKOBCKOM
Tearpe ykpauHckoit apamel um. T.T. [LleB-
YEHKO.

[Mopa6otan KocapeB u cambiM Ha-
CTOSIIITUM «CBUIETEIEM ITTOXU» — OH OCTa-
B Ooraroe pororpacuueckre Hacieaue,
OTIaB TEM CaMbIM JIaHb BCEOOIIIEMY YBIIe-
yeHuto pororpacdueit B Hauane XX Beka.
EcTecTBeHHO TIPEATTONIOXKUTS, UTO IJ1a3 TIOJI-
JIMTHHOTO XyJIOXHUKA TTIOMOT €My CO31aTh
MOpa3nTeNbHBIE TI0 CBOE BBIPAa3UTENb-
HOCTM CHUMKWU: OH 3aIlevaTiiesl U KpacoTy
KPBIMCKUX Te3axel, 1 apXUTEKTypy CTa-
poro XapbkoBa, U caMylo MOCJIEIHION B
coBeTckoe BpeMst COpOUMHCKYIO SIpPMapKy
1929 rona, a paboTast TOMOIIIHUKOM OTTe-
paTopa, COXpaHWI JJIsT IOTOMKOB PeKue
KaIpbl, OTHOCSIINECS K paOOUYNM MOMEH-
TaM cbeMKU (miabMa Anekcanapa JoB-
KEHKO «3eMIIsT».

He6osnbias v npogyMaHHas 10 MeJIo-
el IKCIIO3UIINS TIPEACTaBIIsIeT He TOJTBKO
TBOpueckuit nuarna3zoH bopuca Kocapesa
(1897—1994) — xynoxxHuka, rpaduka, mi-
JIIOCTpaTopa, mu3aitHepa, crieHorpada, ho-
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ITlopmpem

B. Xaebrurosa. 1921
KapTtoH, 1iBeTHast
Oymara, KoJutax

22 x 21

Kosnekuust H.B. Kocapeoit

Portrait of Velimir
Khlebnikov. 1921
Cardboard, coloured
paper, collage

22x 2l cm

Nadezhda Kosareva’s
collection

Tlopmpem [lukacco
1921

KapTtoH, 1iBetHast
Oymara, KoJutax
22 x 21

Komnekuust H.B. Kocapeoit

Portrait of Pablo
Picasso. 1921
Cardboard, coloured
paper, collage

22 x 2l cm

Nadezhda Kosareva’s
collection

WIutiocTpupoBaHHBI
eXeHeIeIbHUK
«Teatp, nuteparypa,
My3bIKa, Oaser,
rpacvKa, X1BOITUCH,
kHO». Ne 10. 1922
26,5x 17

Kosnekuust H.B. Kocapeoit

Illustrated weekly
“Theatre, Literature,
Music, Ballet,
Graphics, Paintings,
Cinema”. Ne 10. 1922
26.5x 17 cm

Nadezhda Kosareva’s
collection



Hantocmpayus

K noame Beaumupa
Xnebnukoea «Buna

u newuir». 1918
AKBapesb, Tyallb Ha
Oymare (TOPILIOH)

21 x 26

Konnexkuust H.B. Kocapesoit

Illustration for
Velimir Khebnikov’s
poem “Vila i leshii
(The Wood Nymph
and the Goblin). 1918
Watercolour and
gouache on torchon
paper

21 x 26 cm

Nadezhda Kosareva’s
collection

Kamea

JunTux. 1919
Bymara, akBapeib
10 x 22

Komneknust
Kpucrune lertsipb

Harvest

Diptych. 1919
Watercolour on paper
10 x 22 cm

Krystyna Dekhtiar’s
collection

Torpaca, — HO U €ero MOTYYMil KpeaTuB-
HBII TIOTEHITNAJT, OT ITOCJIeNOBATEILHON 1
LeJIeyCTpEeMJICHHOI MyOJIMYHON peanu3a-
1IN KOTOPOTO OH TIOTIPOCTY... CAMOYCTpa-
HUJICS, YWIS «3a KYJIUCBI»: TMPEeKpaTUiI
BBICTABIISITH CBOIO KMBOIUCH U TpaduKy,
TOTPY3UJICS B ClieHOTpaduio 1 Tperoa-
BaTeNIbCcKylo nesiTeqbHOCTh (¢ 1931 roma
oH — mpodeccop XapbKOBCKOTO XyIOXe-
CTBEHHOTO WHCTUTYTA, HBIHE XYIOXEeCT-
BEHHO-TIpOMBIIIUIEHHOTO). [lo-BUmuMo-
My, OH WJIV paHbIIle, WIN OTYETINBee (CKO-
pee Bcero, M paHbllle, M OTYSTINBEE) IPY-
TYX TIOHSUT, 9TO OJTM3KUI 3aKaT aBaHTapaa
HenzoexkeH. CKopo cynpda KoJIer 1 013~
kux apy3seit KocapeBa pe3ko n3MeHWIIach:
perpeccuu rocienoBareseil «popmanusz-
Ma B MCKYCCTBE» CIOMaJI He OITHY TBOP-

yeckylo cyan0y. LIBeT XymoxecTBEeHHO
VHTEJUTUTEHIIUN YKParuHBI TIEPEMeCTUIICS
WJTY Ha TOT cBeT, win B CUOMpB, a Koe-Ko-
TO — TYT CTOUT YIIOMSTHYTD TIPEXKIe BCETO
Bacunus Epmunosa — 6e3 yctanu u 6e3
TIOMIAIBI TIIEIbMOBAI Ha POJIUHE. ..
bopuc Kocapes nomien cBouMm my-
TeM. [1pUXOaUTCS TOITBKO YIUBIISITHCS, TIO-
YeMy UMSI ITOTO 3aMevaTeTbHOTO MacTepa
pelKO YIMOMUHAETCST MCKYCCTBOBENAMH,
a ero paboTHI PEIKO MPUCYTCTBYIOT Ha BbI-
craBkax aBaHTapauctoB. [lo cioBaMm ero
nouepu Hanexnawst bopucoBubl Kocape-
BO, TTOIOOHO MHOTUM JIPY3bSIM-XYTOXK-
HUKaM, «OH 3apasuicsi 6ayuinoi cmpaxa»,
cTpaxa He 3a cebsI TMYHO, a 3a CynbOy nc-
KYCCTBa, OTTOPOIUBIINCEH HE OT MUpPaA BO-
o61ie (ero paboTOCIIOCOOHOCTU — Jaxke

OOHA «PAHW» MPEACTABIAET

B TIPEKJIOHHOM BO3pPacTe — MOXHO OBLIO
TOJIBKO TT03aBUIOBaTh!), a OT CBOOOIHOTO
CJIOBECHOTO CaMOBBIPAXKEHUSI B UCKYC-
CTBE, YTO — KaK OH MOT yOeIUThCSI Ha TIPH -
Mepe cyned MHOTUX CBOMX JIpy3eil — ObLTO
OTHIOAb He Oe3omacHo... [Toxanyii, Bce,
KOMY JIOBEJIOCH B pPa3HbIE TOMIbI O0IIATHCS
¢ bopucom BacunbeBuuem, 6e3011m604HO
«TIPOYUTBIBAIN» €T0 HACTPOI: «Boobuye oH,
noxodce, uyecmeyem ce6s NOCMOSIHHO npe-
cnedyembim, npu1em Mo oujyuleHue y Heeo —
56HO 0agHee U Ycmoiuugoe 00 NPUBLIUKLU...
Cnacarom e2o moavko uponusi, CKencuc, oc-
mpoymue u, 04euoHo, NPUPOOHbL ONMuU-
MU3M. Dmo He 3HaYUM, YMO OH HUUe2O He
boumcesi — pogHO HANPOMUB: y He2o MaKas
JICUSHEHHAs WKO0AA 34 NAeYAMU, YO OCMO-
DOdCEH OH 00 KOHCRUPAMUBHOCMU, 00 MHU-
meavHocmu...» (13 MHTEPBBIO, B3ITOrO Bra-
nmvupoM ScekoBeiM y Kocapesa B 1985T.).

HagepHoe, MOXHO ObLJI0 ObI BIIOJTHE
HUCKPEHHE NepexuBarh, 4To bopuc Koca-
peB M30pajl «<MCKYCCTBO IS ceOsi», OHa-
KO JIJIsI TO00HOTO BBIOOpa Y HEro ObLIO
CJTMIIIIKOM MHOTO OCHOBaHUI. MeXmy Tem
KocapeB 0bL1 Hazie1eH OrpOMHBIM TaJlaH-
TOM, 00J1afasl Ge3yTpeuHbIM Xy10XKECTBEH-
HBIM BKYCOM M He3aypsTHBIM MacTepCT-
BOM. Y3Ke YITOMUHABIIUIMCS JIUIEP Xaphb-
KOBCKMX KOHCTPYKTUBUCTOB Bacumnuii Ep-
MWJIOB — OJIM3KUIA 1pyT U copaTHUK Koca-
peBa, IIeANNiA ¢ HUM IIJIeYOM K TUledy 1
paboTaBiuit 60K 0 60K (BILIOTH 10 O0TIEH
MAacTepCKOM B pAaCIUCAHHON UMY MaHCap-
Jie), BO MHOTOM paszaensBinnii ¢ Kocape-
BBIM W B3IJISIIBI HA aBaHTapIHOE UCKYC-
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Cynpemamuueckuii
namropmopm. 1921
KaproHn, iBeTHas
OyMara, KoJiaax
28 x 20,5

Komnekuus H.B. Kocapesoii

Suprematist Still Life
1921

Cardboard, coloured
paper, collage

28 x 20.5 cm

Nadezhda Kosareva’s
collection

CTBO, 1 COMHEHUSI B YCBOSHHBIX TIPAaBUIIaX
" ipuemMax, chopMyaupOBall CBOE OTHO-
IIeHNe K TATaHTy APYyra, 0 BOCITIOMUHA-
HusgM pouyepu Kocapesa, Oosiee uem ya-
koHnuHo: «Ecim Ob1 & mucan, kak Koca-
peB, TO cTaj Obl yKpauHcKuM [lukacco».
25 cents6ps 1931 rona Bopuc Bacuibesuu
MUuIeT Tyublo noptpet Bacunusa Epmu-
JIOBA B KOCOBOPOTKE: HATIPSDKEHHBIH B3TJISIIT
«3payKaMU BOBHYTPb» M OTTOITBIPEHHOE
YXO, yJIaBJIMBaIOLEe, CJIOBHO JIOKATOP, Ha-
CTYTUIEHUE TPSIIYIIUX TIepeMeH... MHOro-
cTpajgaibHbIM  «XapbKOBCKUM HMoBOM»
Ha3Ban EpmMuioBa Ha 3akaTe ero XW3HU
moat bopuc Cinyukuii: «bory, Kynauuniia
BCKUHYB, // OH yrpoXaj, YKpauHCKUIA
Hog. // B nepByto mocneBoeHHYIO 3UMy//
OH TTOKa3bIBaJI MHE KOP3UHY, // TIe TIpo-
TTOJDKAJTV ACKU3BI OJIEKHYTD, // Y TIO3BOJISUT
pYKaMH IOTPOTaTh, // 1 G0PMOTAT: JTydIlie
OBI MHE OCJIETTHYTh — // VUJTU IIeTITaT: MHE
Obl Jyullie orjoxHyTh». (MckyccTBoBen
A.E. ITapHuc cuuTaeTt, 4To 3TO CTUXOTBO-
peHue ObLIO HAMKCAHO HE paHee HOsI0ps
1965.)

B 1920-¢ roab1, Koraa BOITPOC O K13~
HEHHOM BBIOOpE €lle HE CTOST CTOJIb OC-
Tpo, Kak Brocyiencteun, Kocapes ObuT B
Iylie COOBITHII, B KOTOPBIX MCKYCCTBO
OBbLIO TIONCTWHE CUHTeTHYeckuM. Kpyr
€r0 3HAKOMBIX — 3TO TeHUATBHBIN pedop-
maTop noa3uu Beanmup XineOHUKOB (OH
He pa3 Tipre3kai B XapbKoB), XYIOKHUIIBI
¥ MY3bI XapbKOBCKOTO MOJIEPHU3Ma CECTPBI
CUHSKOBBI, O1ecTsInme mucaTeau BaneH-
tuH KaraeB, Mcaak badenb, Unbs Uinbd,
Opwnii Onenra, moaT u iepeBoauMK I'eop-
ruii lenrenu, xynoxuuku Bacunuit Ep-
musioB, ['eopruii Llamok u apyrue 4ieHsl
rpynmupoBKu «Coro3 ceMu» (CM. 0 HUX HU-
Xe), U3BECTHBIN KHUKHBIM WJUTIOCTPATOP
T'eopruit HapoyTt u ero 6pat noat Bianu-
mup HapOyT, TeaTpasbHbIe peXMccepb
Jlecy Kypbac u Hukonait Akumos... Beex
He nepeyvecTh. Tak Mmonayyunock, 4to 60Jb-
IIUHCTBO W3 HUX YIIITA U3 XXU3HU HAMHOTO
panbie bopuca Kocapesa, nHrepec K ux
TBOPUYECTBY HE yracaer, TOKYMEHTOB He
XBaTaeT, TaK YTO MHTEpeCyoIlecs oopa-
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Hamrwopmopm ¢ msvom
1922

KapTtoH, uBetTHast
TyllIb, aKBapeJib,
Kosax. 22 x 21
Kosnekuust H.b. Kocapesoit

Still Life with a Ball
1922

Cardboard, coloured
India ink, watercolour,
collage. 22 x 21 cm

Nadezhda Kosareva’s
collection

manuck K KocapeBy — omHOMY M3 HEMHO-
VX CBUIETENICl, He TOJIbKO 00JIaaaroieMy
OTJIMIHOU TaMSThIO, HO U, GE3YCIIOBHO,
CITOCOOHOMY OILIEHUTH MACIITa0 TNIHOCTU
CBOUX NaBHUX Jpy3eii, TOHATH UX 3aMbIC-
JIBI U CBEPIICHMS.

K nmpumepy, HEOOBIKHOBEHHO UHTE-
pecHbl BocmomuHaHust Kocapesa o Xie0-
HUKOBe. B nHTEpBbIO, 3aTTicaHHOM B 1985
rony Bnamumupom SICbKOBBIM, XyTOKHUK
BCIIOMUHAJI, KaK TI09T TOHOM, He TIpeIy-
CMaTpUBAIOIIUM BO3PaXeHUI, TOBOPUT
eMy: «HyxxHbl kHUTH». bopuc BacuibeBuu
MbITaeTCs pOOKO crnopuTh: «Bukrop, na
IIe Xe ceifuac KHUTH Bo3bMelh? berbie
B ropojae. bubnuorexku 3akpbiThl. Ja u
omacHo». Y CIBIIIINT B OTBET 3aralouHOe:
«enump — mocraHemnb»... [enath He-
yero. Kocapes ener B ropos, mpobupaeTcst
B YHUBEPCUTETCKYIO OUOIUOTEKY U, pe-
ITUB, YTO «C IEBYOHKAMMU CBSI3bIBATHCS He-
4yero», UAET MPSIMO K CTapyliKe-010mo-
rpady. Ta uzydaer crimcok, 6opmovet cede
mox Hoc: «Tak... Tak... A 10 3auem?..» —
U, C yBaXKEHUEM TTIOCMOTPEB Ha HEro, UC-
yezaeT. B criicke ObITM ceMb KHUT: IBE —
10 CTATUCTUKE, OTHA — TI0 BBICIIEi MaTe-
MaTuKe, Kakasg-To pyHaaMeHTanbHas hu-
Jioyorudeckasi MoHorpadusi, Gporiropa —
He TO O TI033UH, HEe TO C YbMMU-TO CTHUXa-
MU, ¥ ellle KaKNX-To JiBe...» HemsBecTHO,
YTO TaKOTO HEOOBITHOTO YIJISIeNIa B 9TOM
crmcke crapast OubiroTeKapiia, HO OHa
BbIyJWJIA BCE, UTO OBLIO B OMOIMOTEKE, U
Bpy4YMJIa KHUTHU, B3SIB, TIPaBIa, PacIUCKy,
HO BDSIIT JIU HaJIesICh Ha UX BO3BpallleHUE.
Tak nopyueHue XieOHMKOBA ObLIO yCIIeI-
HO BBITTOJHEHO». B 1921 romy Kocapes
CO3[1aeT BECbMA YCJIOBHBIN SIPKUI KOJUTAX
«[Toptpet XyeOHUKOBA» (KCTATH, TTAPHBII
Kk «[Toptpery Ilukacco» Toro xxe roma —
06a u3 kosutekiuu H.b. Kocapesoit) u ui-
JIIOCTpALIMIO K paHHeH rmosme XeOHuKoBa
«Buna u nemmit» (...Pydeit, urpast meHoit,
e // Y B gamny roryon mosieten) (1918) —
Takke u3 kosutekuuu H.b. KocapeBoii.

Ha Hplo-ilopKCcKOIl BBICTABKE 3HAUM-
TesibHOE MecTo yaeneHo «Coto3y ceMin».
3apaxeHHast GyTYpUCTUUECKUMU HUesI-

MU BenukoJjernHas cemepka (b. Kocapes,
B. bo6puiikuit, B. [IpsikoB, H. KanimbikoB,
H. Muienko, I'. LHanok u b. Llubuc) xy-
JTOXKHUKOB 3asiBUJIa 0 cebe B 1918 romy ns-
naHvieM aibMmaHaxa «CeMb TUTIOC TpU» —
«TPOIiKy» cocTaBuu Ajniekcanap [ 1ankos,
Bacwnuit Epmunio u Mane-Karr (Mmma-
nyuwn Mane Kair). O610xKy anbMaHaxa
U TUTepHI K HeMy nenan Kocapes. Dto u3-
JlaHue, BBIMyHIeHHOe THupaxkom 200 3K-
3eMILUISIPOB, CTAJI0 CBOEOOPa3HBIM MaHU-
decrom «ceMepku». UineHsl «Coro3a ceMu»
MPUHUMAJTN Y9acTHE B XapbKOBCKOU BBI-
craBke «Coro3a nckyccT» 1918 roma, mist
kotopoit Kocapes cnenan adurim, TpaHc-
MapaHThl M TJIaKaThl. DTOT TOf BOOOIIE
OB HACBHIIEHHBIM: B YacTHOCTH, Koca-
peB u Llanmok pa3pabortanu au3aiiH WH-
Tepbepa xapbkoBckoro «Kabape aprtuc-
TOB», KOTOPOE CTaJIO JIIOOUMBIM MECTOM
BCTpeY TOpoJCKOi 6oreMbl. PaboTbl yyacT-
HUKOB aJibMaHaxa (Takue, kak «HouHoe
kade» Epmuiona, «My3bikajqbHas BUT-
puHa» Hukonass MUIIeHKO, 1epeBSIHHbIE
ckynbnTypbl bonecnaBa Ilubuca, «Ha-
e3nHuK» Asekcannpa [maagkosa, «[lopt-
per EBpenHoBa» bopuca KocapeBa uiu
€r0 e ACKU3BI K TeaTPaTbHBIM TOCTAHOB-
KaM, a TakKe BEeJMKOJICITHbIE (DPOHTHUC-
TACHI ¥ TUTEPHI) CITyKaT MpUMevaTeTbHbI-
MU U 3aCTYXUBAIOIINMU TIPUCTATHHOTO
BHUMAaHUS WLTIOCTPALIMSIMU K OCHOBHBIM
nosoxkeHussM MaHudecta «CeMu»: TIpu-
3BIBY K BHEIPEHWIO aBaHTapia B MOBCe-
ITHEBHYIO XW3Hb (CBOETO posia 00pasiomM
MOXET CITyKUTb « KHTMM ¢ YepHbBIM KBa-
patom»), YIIIyOJIeHHIO eT0 KOpHel ¢ (hoTbK-
JIOPHOW TpaIuIIveit, COMVKEHUIO U COSTN-
HEHMIO XYIOXECTBEHHBIX OCHOB UCKYCCT-
Ba Boctoka n 3anana (He 3pst B «Manugde-
CTe» HAIUIOCh MeCTO apabCKuM OyKBaMm,
0003HavaIIMM CJIOBO «Ipy*k0a») B Kaye-
CTBE YHUBEPCATHHOTO sI3bIKA NCKYCCTBA.
BosBspaienue xynoxHuka bopuca
KocapeBa Ha MeXTyHapOITHYIO apT-CLIEHY
cocrosttoch b B XXI Beke, COCTOSIIOCH
Oylaromapst TIpexXjie BCETO YCWIJIUSIM ero
nmouepu Hanmexas KocapeBoii, coxpaHuB-
et apXuB U OeClieHHbIE TTPON3BEICHUS
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DCKU3 HCEHCK020
KOCmIOMA K CHeKMAaKaio
«Mapko 6 ady» no nvece
Hesana Kouepeu.1928
Bymara, ryaius. 39 x 22

Komnexuus Mysest teaTpaib-
HOTr0, MY3bIKaJIbHOI'O U KHHO-
uckyccrsa YkpanHsl (Kues)
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Costume design

Sfor “A Woman”

Jfor a production of
Ivan Kocherha’s play
“Mark in Hell”. 1928
Gouache on paper
39 x 22 cm

Collection of the Museum
of Theatrical, Musical, and
Cinematic Art of Ukraine
(Kiev)

Dekuz annaukayuu
KOCMIOMA YUHOBHUKA
K cnekmaxato «Mapko
6 ady» no neece
Hesana Kouepeu.1928
bymara, ryaiiib,
KapaHzaarl

39,5x 20

Komnnekuuns Myses TeaTpaib-
HOTO, My3bIKaJIbHOTO U KUHO-
unckyccTBa YKpaunsl (Kues)

Costume design

with applique for
“The Bureaucrat”
Jfor a production of
Ivan Kocherha’s play
“Mark in Hell”. 1928
Gouache, pencil on
paper. 39.5 x 20 cm

Collection of the Museum

of Theatrical, Musical, and T E I .
Cinematic Art of Ukraine E '-'l:llﬂ"_l.-l'ﬁ'-"-".l?f ":'ﬁ'ﬁ
(Kiev) ¥ .':I

L Tebpp i itain
Dcxus kocmoma
MAHUOBUULbL

K nOCMaHogKe
«Anu-Hyp». 1921
Bymara, ryaiib,
Kkapanzam. 33 x 23
Komnexkuns H.B. Kocapesoii

Fhidlliedi o i3

Wy -

Design for a dancer’s
costume for a production
of Ali-Nur. 1921
‘Watercolour on paper
33x23cm

Nadezhda Kosareva’s
collection

Dekusz kocmioma
«/lbsiKOHa» K CneKmakio
«3a dsyms 3atiyamu»

no nvece Muxauna
Cmapuurozo. 1928
Bymara, ryaiib,
kapangai. 39 x 31
Kosmnekunst My3est TeaTpasib-

HOTO, MY3BIKAJIBHOTO U KMHO-
uckyccTBa Ykpausl (Kues)

Costume design for “The
Diacon” for a production
of Mikhail Staritsky’s
play “Chasing Two
Hares”. 1928

Gouache, pencil on
paper. 39 x 31 cm
Collection of the Museum

of Theatrical, Musical, and
Cinematic Art of Ukraine
(Kiev)
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T T o T, Cmapuiit Xapbkoe. 1921

) A Bymara, 1iseTHas
TYIIb, AKBAPEITb,
nepo. 38 x 30

Komnexums H.b. Kocapesoii

Old Kharkov. 1921
Coloured India ink,
watercolour, pen

on paper. 38 x 30 cm
Nadezhda Kosareva’s
collection

Kunu mpu 6pama Once upon a Time There
Anbmanax «CeMb IUTIOC TPU» Lived Three Brothers

1918 From the almanac “Sem’ plius
Bymara, uBeTHOI KapaHaar tri” (Seven plus Three). 1918
22 x22 Coloured pencil on paper
Komneximst H.b. KocapeBoii 22 x22cm

Nadezhda Kosareva’s collection

Jlexopayus k nocma-
HoeKke nvecol «Mob»
no pomary Inmowna
Cunkaepa. 1923
DCKM3.

LBeTHas 6ymara,
KapTOH, KOJITax

29 x 40

Komneximst H.B. Kocapesoit

Stage design for the
production of “MOB”
based on the novel by
Upton Sinclair. 1923
Cardboard, coloured
paper, collage

29 x 40 cm

Nadezhda Kosareva’s
collection
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Dckusz dexopauyuu

K nHOCManosKe nbecwl
H. llkaapa «bym

u fOna». 1923
Bymara, akBapeb,
ryaib. 31 x 40

Komnexuumst H.b. Kocapesoii

Set design for the
production of Nikolai
Shklyar’s play “Bum
and Yula”. 1923
Watercolour and
gouache on paper

31 x40 cm

Nadezhda Kosareva’s
collection

Dekusz kocmioma
«@uabMmbl» K cnekmak-
10 «Mapko 6 ady» no
nvece Heana Kouepeu
«Mapko 6 ady». 1928
Bymara, ryaiib

35,5 31

Komnexumst Mysest Teatpaib-

HOTO, My3bIKJIbHOTO 1 KIHO-
uckyccTBa YKpauHsl (Kues)

Costume design for
“Filma” for a produc-
tion of Ivan Kocherha’s
play “Mark in Hell”
1928

Gouache on paper
35.5x3lcm

Collection of the Museum of
Teatrical, Musical, and Cine-
matic Art of Ukraine (Kiev)

otma. CiremyeT Takxke OTMETUTh BKJIa]] Op-
raHU3aTOPOB HBIO-HOPKCKOW BBICTABKU
W U3JaTesiel KaTajaora — 3T0 YKPauHCKUA
Myzeit B Helo-Mopke, XapbKoBckuit Xy-
JIOKECTBEHHBIN My3€eii, rajepest U u3ja-
TesbeTBO "Pomosin” (Kues), kyparop Mu-
pociaasa Mynpak, npogeccop YHUBEPCH-
Teta Oraiio, ¥ YaCTHBIE KOJUIEKIIMOHEPHI.

Ho mipexxie Bcero Mbl IOJKHBI OBITh
onarogapHsl camomy bopucy Kocapesy, B
TEUCHME NCCATUICTUI XpaHUBIIEMY YCT-
HbIC BOCTTOMUHAHUS O CBOMX COpaTHUKaX
M IPY3bsX 110 1ieXy. ETo TBopueckas Xu3Hb
TaJIAHTJIMBEUIIICTO XyTOXKHMKA, OTTaJICHHAsT
CTpaIIHBIMU COOBITHSIMU XX BeKa, KOTO-
PBI TIPAKTUYECKHU BECh YIOXKUIICS B €T0O
3eMHYIO KU3Hb, ITPOIILIA B TAKOM OKPYKe-
HHUU, 9TO K HEMY KaK K HICTOUHUKY-XPaHH-
TEJIIO 1T 32 BOCIIOMUHAHUSAMU — KTO O
Epmuiiose, k1o 0 XJ1IeOHUKOBE U CecTpax
CUHSIKOBBIX, KTO 0 JloBXeHKo... bopuc
BacuibeBu4 0XOTHO M3BJIEKal U3 CBOEM
LETKOI maMATH MeJibyailiiiie, HO BMeC-
Te C TeM OCCLIEHHBIC CBEICHUS O CBOUX
NIPY3bsiX, OAHAKO MoJyayJ O cebe maxe
TOrAa, KOrjaa Mor Obl O BCEll Ha TO OCHO-
BaTeIbHOCTBIO 3asBUTH: TaKasi-TO paboTa
BBITIOJIHEHA MHOIO B TaKOM-TO TOAdY, a
HBIHE OBITYIOIIIee aBTOPCTBO HEBEPHO. ..

Kuznb mokaszana, 9T0 UMEHHO 3TH
BOCITOMUHAHWUSI O IPYTUX CTATTN HEPYKO-
TBOPHBIM TTAMSITHUKOM €My CaMOMY, OT-
TPaBHOY TOUKOI1 BO3BPAIIIEHUS €T0 B HAII
BEK, B HaIll CETOMHSIIHUI NeHb. B MapTe
3TOTO TOJa B POIHOM TOPOJIe XyITOXKHUKA
XapbkoBe oTkpbLics «Epmuiios LleHTp», 1
BIIOJTHE 3aKOHOMEPHO OH OTKPBLICS BBI-
craBkoit «Construction. Ot KoHcTpykTH-
Bu3ma k Contemporary». He MeHee 3aKo-
HOMEPHO, YTO Ha BBICTaBKE TIPEICTABICHbI
pabotsl bopuca Kocapesa, kak rjaacut
TIPECC-PeNIN3 — «OCHOBAMENs XAPbKOBCKOLL
epynnul Ky60@ymypucmos, Komopoeo Ha3bl-
8alom «OMUOM YKPAUHCKO2O asaneapoa»,
cospemenHuka u npuamens Bacuaus Epmu-
n106a. Buecme onu npogeau nemano epemeru
6 Macmepckoil Ha yauye JImMumpuesckoi».
XoueTcst 3aKOHUUTD CTaThIO CJIOBAMU: BO3-
BpalieHre Macrtepa cocTosIoCh. A Ha ca-
MOM JieJie OHO TOJIbKO HAUMHAETCH. ..

Ocobas 6aazodaprocms agmopa — douepu
xyodooxcnuxa Hadexucoe bopucosne Kocape-
6ot u Braoumupy fcvkosy, c comosrnocmvio
nodeauswiumcss mamepuanramu o scusnu bo-
puca Kocapesa, a makce uzdamenascmeay
POJIOBII u auuro Jluduu Jlvixau 3a npedo-
CMasneHHble UANIOCMPAIMUBHbIe MAMePUand.

OOHL «PAHW» MPEACTABIIAET
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Anvmanax «Cemp
naroc mpu». 1918
DCKU3 00JIOKKHA
Bymara, Tyuib,
akBapeJib. 30 x 30
Kosmnekuus H.b. Kocapesoit

Almanac “Sem’

plius tri” (Seven

plus Three). 1918
Cover design
Coloured India ink,
watercolour on paper
30 x 30 cm

Nadezhda Kosareva’s
collection

Tumapa. 1923 »
Bymara, akBapesb,
ryaib. 38 x 31

Komnekuus H.b. Kocapesoit

Guitar. 1923 »
‘Watercolour, gouache

on paper. 38 x 31 cm
Nadezhda Kosareva’s
collection
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But the plan of action is determined,
And the end irrevocably sealed.

Natella Voiskounski

Boris Pasternak

A Renaissance Assassinated

The exhibition “Boris Kosarev: Modernist Kharkiv 1915-1931” at the Ukrainian Museum
in New York explores the destinies of Kharkov modernism through the life and artwork of one
of its most pre-eminent figures. The tally of years, as on a tombstone, defines the brief period

of the development and flourishing of modernism in Kharkov.

harkov, the capital of the Ukrainian

Soviet Socialist Republic from 1919
to 1934 was a hub of political, as well as
cultural, life, where modernism flourished
exuberantly, like lilacs in spring, sprouting
Futurism, Constructivism, Cubism, Prim-
itivism and branching off into all arts, in-
cluding visual art and applied art, literature,
theatre, cinema, and the organisation of
open-air mass celebrations. The “golden
age” of Kharkov modernism did not last for
long, giving way, in the 1930s, to cruel per-
secution and killings of cultural figures: the
surviving members of the creative commu-
nity later called this period a “Renaissance
assassinated”. The titans of the Kharkov

THE TRETYAKOV GALLERY / #2'2012

Renaissance were either sent to the gulag
or to execution, or suppressed their creative
impulses and accepted the restrictions of
the new times, a period that might be called
the dark days of the avant-garde, surviving
through times that trampled them under-
foot.

The name of Boris Kosarev is largely
missing from the ranks of prominent avant-
garde artists and even from passing refer-
ences to the artist and his group, although
his outstanding talent revealed itself in
painting, graphics, book illustration, pho-
tography, and theatre. Kosarev himself
took considerable care to have himself
“struck off” such listings and “to retreat far

from sight”, into a relatively safe place. The
New York exhibition’s curator Myroslava
Mudrak writes about the phenomenon of
“Kosarev’s withdrawal”: “One of my most
memorable interviews was with the artist
Boris Kosarev. I met with him in the early
spring of 1978 to learn more about his col-
laborator, studio-mate, and colleague, the
illustrious Constructivist and well-publi-
cized figure Vasyl’ Yermilov. [ assumed
it was a safe topic for conversation since
several monographic studies of the artist
had already been issued under the Soviet
regime. Indeed, Kosarev was generous in
his remembrances of his friend and relayed
the ebullience of artistic life in Kharkov of
the 1910s and 1920s with great enthusi-
asm... As | had expected, however Kosarev
was reticent when asked to elaborate about
himself.... My impressions of that meeting
were of a modest, clearly talented individ-
ual, committed to his artistic calling, but
guarded.” A similar story is told by Olga
Krasilnikova, who interviewed Kosarev in
1984: “‘There’s no use writing about my
art. Write about the times, not about me.
I am interesting because I lived in those
times.” Boris Vasilievich adds the word
‘please’, but the oldest living Ukrainian
stage-designer pronounces it masterfully
and urgently, a far cry from a humble re-
quest.”

Undoubtedly, Vasily (Vasyl’) Yermilov
is rightfully considered a key figure of the
Ukrainian avant-garde. In parallel to the
avant-garde in visual art, literary avant-
garde too thrived in Kharkov, counting
within its ranks eminent figures who cre-
ated an association of pan-Futurists, which
was initially called, in keeping with the tra-
ditions of the time, “Aspanfut”. A charac-
teristic of the theatre avant-garde was
supplied by John E. Bowlt in his article to
the catalogue to the New York exhibition
“Ukrainian Modernism. 1910-1930” (2006).
“The momentous importance to the devel-
opment of the avant-garde in Kharkiv,”
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Hanmuich Ha 000pOTHOI CTOpOHE
¢ororpacdun CLeMOYHOI TPYTITHI
Ha cheMKax (priabpMa AJieKcaHapa
JIoBxkeHKO «3eMIIs» B cene Apecku:
«B wnsine Josxcenxo. Padom ¢ num
pomoepaqh Aiizenoepe. Psdom co
MHOU cmapuuii accucmenm bBoouk;
Huonce [FOnus] Cornyesa [rcena
Josacenro], okono nee akmep
Ceawenko, 6 gypadxcke accucmenm
Xmypouii. BK. Epecoku. 1929

Russian-language inscription on
the reverse side of a photograph
picturing the crew filming Alexan-
der Dovzhenko’s film “Earth” in
Yaresky: “Dovzhenko is wearing a
hat. Next to him is the photographer
Aizenberg. Next to me is Senior
Assistant Bodyk; Below is [Yuliya]
Solntseva [ Dovzhenko’s wife].

Next to her is the actor Svashenko.
Khmury, the assistant, is wearing

a service cap. BK. Ereski, 1929
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Bopuc Kocapes ¢
YWIeHAMU ChEMOYHOM
TPYIIIbI «3eMJIsT»
®Doro. Jleto 1929 1.

N3 cepun «CopoumnH-
CKast sipMapKar.
®oto Bopuca
Kocapesa. 1929

Boris Kosarev with
members of the crew
filming “Earth”
Photo. Summer, 1929

“Sorochintsy Fair”
series.

Photo by Boris
Kosarev. 1929

Bowlt wrote, “was the sequence of theatri-
cal productions undertaken by such direc-
tors as Nikolai Foregger, Les Kurbas,
Samuil Margolin, and the artists whom
they employed. In 1926 Kurbas moved his
‘Berezil” Theatre from Kyiv to Kharkiv in
a search for an ambience more inducive to
artistic experiment... Kharkiv also provided
a forum for the Association of Contempo-
rary Artists of Ukraine and sanctioned im-
portant monographs such as Khmury’s
de-luxe album ‘Anatoly Petritsky. Teatralni
stroi’ (1929) and R. Kutepov’s ‘Novi techii
v Maliarstvi’ (New Trends in Painting,
1931).”

Kosarev talked about this in his inter-
view with Krasilnikova: “Kharkov in the
1920s had a very rich theatre scene. New
theatres opened regularly. Performances
were accompanied by heated debate. Pre-
mieres were written up as lavishly as the
launch of the tractor-production plant.
The plant was built by discharged Red
Army soldiers and peasants from remote
villages — our potential spectators. The task
was to tell them the truth about their reality,
as well as to create a fascinating perform-
ance. But first the spectators had to be
lured in...”

This goal was achieved by innovative
and daring productions. According to Va-
lentyna Chechyk, who wrote an article
about Kosarev’s theatre work for the cata-
logue of the New York exhibition: “...one
can say with certainty that, together with
such Ukrainian masters as Anatoly Petrit-
sky and Vadim Meller, Boris Kosarev stood
at the cradle of the Ukrainian school of
theatrical set-design art. His name is linked
with the first-ever examples of avant-garde
set design, and it is no exaggeration to say
that the set design projects that Kosarev
undertook in 1917-1919 in collaboration
with his friend and fellow-thinker Volody-
myr Bobritsky (born 1898 in Kharkov,
Ukraine, who died in New York in 1986)
served as a brilliant prologue to the turbu-
lent rise of the Ukrainian theatrical avant-
garde on the stages of Kharkov during the
1920s.” (There is a surviving graphic image
of Vladimir Bobritsky created by Kosarev
in 1921).

It appears that Kosarev’s work for the
stage enabled him to pursue simultaneously
his Cubo-futurist, Constructivist, Supre-
matist, realist, romantic, and maybe even
eclectic or post-modernist interests. As a
film and stage designer, he created sketches
for make-up, costumes and backdrops for
many theatre productions. The list of
Kosarev’s theatre projects (both independ-
ent and accomplished in co-operation with
Bobritsky) is long, including “Again on
Earth”, adapted from Saint-Georges de
Bouhélier’s “The King Without a Crown”
(Le Roi sans couronne) (1917); Henrik
Ibsen’s “Brand” (together with Bobritsky,
1918); Lope de Vega’s “The Gardener’s
Dog” (El perro del Hortelano) (together
with Bobritsky, 1919); Charles Dickens’s
“The Cricket on the Hearth” (1920); Carlo
Goldoni’s “The Servant of Two Masters”,
and “The Star Child” adapted from Oscar
Wilde’s story (both in 1922); Anatoly Lu-
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nacharsky’s “Faustus in the City” (1923);
Richard Pobedimsky’s (Alexander Bilet-
sky’s pen-name) “Khubeane” (1924);
Nikolai Erdman’s “The Mandate” (1925);
Ivan Kocherha’s “Mark in Hell”; and
Mykhailo Staritsky’s “Chasing Two Hares”
(1928).

In 1929 Kosarev created a sketch of
the banner of the state-run “Chervonoza-
vodsky” (Red Plant) Theatre — a red banner
for a red plant. The exhibition in New York
explores Kosarev’s artwork up until 1931;
nevertheless, it must be mentioned that
after that cut-off year Kosarev would work
as a stage designer for several decades, so
successfully career-wise that in 1947 he was
awarded the Stalin prize for the sets to Ivan
Kocherha’s “Yaroslav the Wise” (1946)
at the Shevchenko Theatre of Ukrainian
Drama in Kharkov.

Kosarev also did some work as “an
eye-witness of the times”, pursuing the pas-
sion for photography which swept over his
nation early in the 20th century, and he left
behind many photographs. It seems natural
to suppose that the eye of a true artist helped
him to create his amazingly expressive shots:
he captured the beauty of the Crimean land-
scapes, the architecture of old Kharkov, the
1929 “Sorochintsy” Fair — the last of its
kind to take place during the Soviet period;
working as an assistant to a cameraman, he
preserved for posterity many rare moments
on the shooting locations of Alexander
Dovzhenko’s film “Earth”.

The small and carefully considered
exhibition explored not only the diverse
artistic talents of Boris Kosarev (1897-
1994) — as painter, graphic artist, illustra-
tor, designer, stage-designer, photographer,
but also his gigantic creative potential,
which he preferred not to realize in a sus-
tained and purposeful manner in any pub-
lic arena, settling down behind the scenes
instead: he stopped exhibiting his paintings
and drawings and immersed himself'in the-
atre work and teaching. From 1931 on-
wards he taught at the Kharkov Art
Institute, now the Institute of Arts and
Crafts. Apparently he understood, either
earlier or more clearly than others (most
likely, both earlier and more clearly), that
the days of the avant-garde were numbered.
The destinies of Kosarev’s colleagues and
close friends were to take a sharp turn for
the worse soon: the persecution of cham-
pions of “formalism in art” warped the lives
of many artists. The best and brightest of
the Ukrainian intelligentsia either died or
were sent to Siberia, and some of them —
Vasily Yermilov the most notable case —
were treated in their motherland as pariahs.

Kosarev went his own way: he
stepped aside. So it is no surprise that this
prominent artist is seldom mentioned by
scholars, and that his works, until recently,
were only rarely featured at exhibitions of
Ukrainian avant-garde artists. According
to his daughter, Nadezhda Kosareva,
“while still very young he was infected by
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the bacillus of fear” — not a fear for him-
self, but a fear for the destinies of art. He
insulated himself not from the world
around him - he was very active through-
out his life, even at an advanced age - but
from free verbal expression in art, which,
as the destinies of his numerous friends
had shown was far from safe. Arguably
everyone who came in contact with him in
different years could “read” his attitudes
without mistake: “It looks like he always
feels persecuted, and he has obviously
been set in these ways for a long time, this
feeling became habitual... His only salva-
tion is irony, scepticism, a sense of hu-
mour and, apparently, innate optimism.
This doesn't mean that he is fearless —
quite the opposite: he has been though the
school of hard knocks, which made him
cautious to the point of being uncommu-
nicative, becoming mistrustful...” (from
an interview with Kosarev by Vladimir
Yaskov in 1985).

One might sincerely regret that Boris
Kosarev chose “art for himself”, but he had
too many reasons for such a choice. At the
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same time, the artist was endowed with a
great talent, had impeccable taste and out-
standing craftsman’s skills. The leader of
the Kharkov Constructivists Vasily Yer-
milov — Kosarev's close friend and con-
temporary who worked side-by-side with
him (to the point of sharing a studio in the
garret where they painted the walls) and
shared many of Kosarev's opinions about
avant-garde art, as well as many of his
doubts about conventions and techniques
that they had mastered — expressed his
opinion about the friend’s talent, as
Kosarev's daughter remembered, ex-
tremely pithily: “If I had painted like
Kosarev, I would have become an Ukrain-
ian Picasso”. On September 25 1931
Kosarev painted an ink portrait of Yermilov
in a kosovorotka (a Russian-style pullover
blouse for men reaching down to the mid-
thigh, with a slit at the collar): “the eyes
turned into the soul” gaze intensely, and an
ear sticks out detecting like radar the hint
of changes to come... The poet Boris Slut-
sky called the old Yermilov a long-suffering
“Job from Kharkov”:

#2'2012
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An Ukrainian Job, brandishing his fists,

He uttered threats to God.

In the first winter after the war

He showed me a basket

Where his sketches were fading away

And let me touch them with my hands,

And muttered ‘I would rather go blind’,

And whispered ‘I would rather go deaf’.
(The art scholar Alexander Parnis believes
that this poem was written no earlier than
November 1965).

In the 1920s, when the issue of the
choice of a way to go was not yet so urgent
as it would become later, Kosarev was at the
centre of an environment where art was
truly a synthesis. He spent time with the
likes of the outstanding reformer of poetry
Velimir Khlebnikov (who came to Kharkov
on a number of occasions), the Sinyakov
sisters — painters and muses of the Kharkov
modernists, and the brilliant writers Valen-
tin Kataev, Isaac Babel, Ilya IIf, Yury Ole-
sha, the poet and translator Georgy Shen-
geli, the artists Vasily Yermilov, Georgy
Tsapok and other members of the “Union
of the Seven”, as well as the famed book il-
lustrator Georgy Narbut and his brother,
the poet Vladimir Narbut, and the theatre
directors Les Kurbas and Nikolai Akimov.
It happened that most of them died much
earlier than Kosarev, and there has been a
steady increase in interest in their art, while
the relevant documents were largely lack-
ing, so people interested in the subject ap-
proached Kosarev: he was one of the few
witnesses, who not only had an excellent
memory but was also obviously capable of
appreciating the greatness of his old friends
and understanding their ideas and accom-
plishments.

Kosarev’s reminiscences about Khleb-
nikov are most interesting. When he was
interviewed in 1985 by Yaskov, the artist re-
called how the poet had told him, in a tone
of voice indicating that he would brook no
argument: “Books are needed”. Kosarev
meeKkly tried to counter: “Viktor, where are
books to be found now? The Whites are in
the town. The libraries are closed. And be-
sides everything else, it’s plain dangerous.”
In response to which came the mysterious
phrase: “If you value it, you’ll find it”.
There was nothing to be done but to oblige.
Kosarev went into town, reached the uni-
versity library and having decided that
“there’s no use contacting the girls”,
headed straight to the bibliographer, an old
lady. The woman looked through the listing
and mumbled to herself, ‘“Well... well... And
why do you need this one?’, and, giving
him a look full of respect, disappeared. The
list included seven books: two on statistics,
one on advanced mathematics, a funda-
mental treatise on philology, a brochure
containing either a reflection on poetry or
a collection of poems, and two other vol-
umes of uncertain character... it still re-
mains a mystery why this assortment
seemed so unusual to the old librarian, but
she dug out everything there was to find in
the library and handed the books to



Kosarev; she made him write a note about
borrowing these books, even if she hardly
hoped for their return. Thus Khlebnikov’s
instruction was successfully fulfilled.” In
1921 Kosarev created a vibrant collage in a
fairly abstract vein titled “Portrait of
Khlebnikov” (a twin piece to the “Portrait
of Picasso” produced in the same style and
in the same year — both works on loan from
Nadezhda Kosareva) and an illustration to
Khlebnikov's early poem “A Vila [a Slavic
nymph]| and a Wood Goblin" (“A brook
sang, playing with the froth,/And a dove
flew into the thicket”, 1918) — also an item
from Kosareva’s collection.

The Kosarev exhibition in New York
explored in some depth the “Union of the
Seven”. The seven artists infected with fu-
turist ideas (Boris Kosarev, Vladimir Bob-
ritsky, Vladimir Dyakov, Nikolai Kalmykov,
Nikolai Mishchenko, Georgy Tsapok and
Boleslav Tsibis) acquired fame in 1918 by
publishing an album “Seven Plus Three”:
the “three” were Alexander Gladkov, Vasily
Yermilov and Immanuil Maneh-Katz, its
cover and typeface designed by Kosarev.
With a print run of 200, this publication be-
came a sort of manifesto of the “Seven”.
The members of the group participated in
the 1918 exhibition of the “World of Art”
in Kharkov, for which Kosarev designed
playbills, posters and placards. 1918 was an
eventful year: Kosarev and Tsapok devel-
oped an interior design scheme for the
Cabaret of Artists, which became a favourite
meeting place for Kharkov bohemians. The
art-works printed in the volume (like Vasily
Yermilov's “A Night Cafe”, Nikolai Mish-
chenko's “A Music Showcase”, Boleslav
Tsibis’s wooden statues, Alexander Glad-
kov's “Horse Rider”, and Kosarev’s “Por-
trait of Yevreinov”, and sketches for theatrical
productions and splendidly designed fron-
tispieces and letterpress type characters)
are remarkable illustrations to the main ex-
hortations of the manifesto of the “Seven”:
to connect the avant-garde with daily life
(the publication of the late 18th-century
“Kilim [a flat tapestry-woven carpet] with
a Black Square” is an example of this), to
enrich its roots in the folkloric tradition, to
bring together and integrate the founda-
tions of Oriental and Western art (it was no
accident that the manifesto had the word
“friendship” in Arabic in its text) in order
to produce a universal language of art.

The artist Boris Kosarev re-appeared
on the international art scene only in the
21st century, mainly thanks to the efforts of
his daughter Nadezhda Kosareva, who pre-
served her father’s archive and priceless
artwork, and generously shared all this with
the exhibition organisers and the compilers
and publishers of the catalogue. The con-
tribution of The Ukrainian Museum in
New York, Kharkov Art Museum, Rodovid
Gallery and Press (Kiev), the curator of the
New York exhibition Professor Miroslava
Mudrak (Ohio State University), and some
private collectors was invaluable.

But most of all we owe a debt of grat-
itude to Kosarev himself, who preserved
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over the decades memories of his associates
and fellow artists. The creative life of this
talented artist was scorched by the horren-
dous events of the 20th century, which af-
fected almost all of his adult life. He kept
company with cultural dignitaries of the
age, later becoming a treasure trove of
knowledge about them which would be
used by whoever was interested in particu-
lar figures, be it Yermilov, or Khlebnikov,
the Sinyakov sisters, or Dovzhenko. Boris
Kosarev readily extracted from the recesses
of his tenacious memory minute but price-
less bits of information about his friends,
but was very private about himself, keeping
quiet even on those occasions when he had
every reason to speak, if only to say that
such-and-such a piece was accomplished
by me in such-and-such a year, and the
currently presumed authorship is incorrect.

Precisely such recollections about
others became a symbolic monument to
him and the starting point for his return
into our century, into our present day. In

March 2012, a Yermilov Centre opened in
Kharkov, Kosarev’s home town, and quite
naturally, the first event that it organised
was an exhibition “Construction. From
Constructivism to the Contemporary”. It
seems equally logical that this show fea-
tures art by Yermilov and Kosarev — in the
words of the press release, the latter “a
founder of the Kharkov group of Cubo-fu-
turists who is called ‘the father of the
Ukrainian avant-garde’, a contemporary
and a friend of Vasily Yermilov. They spent
much time together in the studio on
Dmitrievskaya Street”. One wishes to end
this article by saying that “the great master
is back” — but his return is only beginning.

The author extends special thanks to the
artist’s daughter Nadezhda Kosareva, and to
Viadimir Yaskov, who readily shared materi-
als related to the life of Boris Kosarev, and to
RODOVID Press and personally to Lidia
Lykhach for cooperation in the preparation of
the article and for provided illustrations.
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